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New Approaches in "Theory of Music" Courses: 




May Kokkidou and Yannis Mygdanis 
 
 
Abstract: In our increasingly multimodal era, it is widely recognized that music 
educators ought to consider anew which ways are more effective for students to be 
engaged with music, what it means to teach music in a multimodal context, and what 
changes in pedagogy, curriculum, and methodologies are needed. Whereas 
traditional notions of music theory focus primarily on reading and writing music 
through standard notation and musical symbols, multimodal multi-sensory activities 
allow new types of music understanding and learning, leading to the formation of 
new types of music literacies. However, "Theory of Music" courses in Greece, as a 
part of the overall music conservatory curriculum being in-use for more than 60 
years, are not consistent with the current philosophical trends in the field of music 
education. In this article, we argue that music teachers in "Theory of Music" 
classrooms can incorporate multimodal multisensory activities – aural, visual, tactile, 
and kinesthetic – in order to reinforce the perception of abstract musical concepts. 
Furthermore, preliminary findings of a pilot study in conservatory settings will be 
presented, as well as musical-educational activities development based on the 
multimodal and multi-sensory music teaching-learning approach. 
 
Keywords: multimodal multi-sensory music teaching-learning; music theory 





In our era, which is increasingly multimodal, much literacy research focuses on new 
literacies. In music teaching-learning, multimodality comes to the fore when students 
communicate their music experiences, feelings, and knowledge about music through 
facial expressions, gestures, dance, painting, writing, etc. Music is by its nature 
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multimodal and the ways we get in touch with it are drastically changing day by day 
due to the interactive digital environments we live, learn, and communicate in. 
Within that context, educators ought to consider anew which ways are more effective 
for students to be engaged with music and what changes in pedagogy and 
methodologies are needed. 
In this paper, we put forward the argument that music teachers in "Theory of Music" 
classrooms can integrate multimodal multisensory activities – aural, visual, tactile, 
and kinesthetic – into their music teaching-learning process, in order to reinforce the 
perception of abstract musical concepts. In addition to the current literature review, 
the preliminary findings of a pilot study that took place in the field of conservatory 
education will be presented. Finally, musical-educational activities focused on the 
multimodal and multi-sensory music teaching-learning approach will be designed. 
 
Multimodal and Multi-sensory Experiences in Human Perception and 
Communication 
 
The human senses are our means of perception. They govern our cognition and 
function as mediators of experience.1 The American philosopher John Dewey has 
written about the multi-sensory experience in his book Art as experience. In particular, 
he defended an approach of using all our senses to achieve an understanding of what 
we are dealing with in everyday environments.2 Accordingly, Eisner focuses on the 
relationships among the processes of sensation, conception, and representation and 
articulates that the senses are “our primary information pickup systems and provide 
the content through which our conceptual life takes form”.3 From the field of 
semiotics, Kress notices that none of the senses operates in isolation from the others 
and makes an interesting point when he writes that “what may be done by speech in 
one culture may be handled by gesture in another; what may be well done in image 
in one culture may be better done in 3D forms in another”.4 The different aspects of 
communication are carried in different ways by each of our sensorial mechanisms. A 
full discussion of these mechanisms is however beyond the scope of this paper. Yet, it 
is crucial to connect them to the notion of multimodality and present the 
characteristics, potentials, and interactions of modes. 
 
1 John M. Henshaw, A tour of the senses: how your brain interprets the world (Baltimore, MD: Johns 
Hopkins University Press, 2012). & Faith Hickman Brynie, Brain sense: the science of the senses and how 
we process the world around us (New York, NY: American Management Association, 2009).  
2 John Dewey, Art as Experience (New York, NY: Capricorn, 1934–58). 
3 Elliot Eisner, Cognition and curriculum reconsidered (New York, NY: Teachers College Press, 1994), ix. 
4 Gunther Kress, Multimodality: A social semiotic approach to contemporary communication (Oxford: 
Routledge, 2010), 81. 
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Multimodality is a complex concept. Although researchers do not always agree on 
the best theory of multimodality, they all concur that it is a multidimensional field 
and that its theory needs to take into account the sensory perception. Jewitt and 
Kress talk about multimodality and its use in education, urging us to think the 
possibilities and constraints of each mode, to examine the relationships between 
modes, and to identify how they shape thinking and knowledge.5  
Modes are schemes for organizing all experience. They have different material bases 
and are socially and culturally shaped resources for meaning-making.6 Moreover, 
they differ in function and effect in human communication. Each individual mode 
(as it is realized in a particular social context) possesses a specific logic and provides 
distinct and different communicational and representational potentials and 
affordances.7 Moreover, each mode does not function on its own and is supported by 
other modes in a variety of complementary ways.8 We can make a formal distinction 
between modes (different semiotic systems) and media (different technologies for 
realizing meanings), and we can classify multimedia phenomena according to the 
sensory channels used by the technologies (acoustic, visual, tactile etc.).9  
Meaning-making involves selecting from different modes (e.g., words, movements, 
sounds, colors) and media, combing these selections according to the logic of space 
and time.10 In fact, all meaning-making is multimodal. We never make meaning with 
one modality alone. When we simultaneously use different semiotic modes, the 
range of possible interpretations is much greater as such interpretations are not 
simply the sum of the possibilities inherent in each mode.11  
In sum, multimodality is not new. It is all around us. The ways humans communicate 
are, by definition, multimodal: speech, gestures, movements, poses, facial 
expressions, gaze direction, movement, images, diagrams, and so on. The same 
thematic content, when produced and presented through different modes, is 
transformed and takes on different meanings. 
 
5 Carry Jewitt and Gunther Kress, Multimodal literacy (New York, NY: P. Lang, 2003), 288.  
6 Kress, Multimodality. 
7 Jeff Bezemer and Gunther Kress, Multimodality, learning & communication: A social semiotic frame 
(London: Routledge, 2015).  
8 Kress, Multimodality. 
9 Jay L. Lemke, “Multimedia and discourse analysis” in The Routledge Handbook of Discourse Analysis, ed. 
James Paul Gee & Michael Handford (New York, NY: Routledge, 2013), 82. 
10 Kress, Multimodality. 
11 Jay L. Lemke, “Intertextuality and Educational Research” in Uses of Intertextuality in Classroom and 
Educational Research, ed. Nora Shuart-Faris & David Bloome (New York, NY: IAP, 2004). 
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Music and Multimodality 
 
Musical multimodality is observed early in the life of humans. When mothers or 
caregivers across cultures sing to their infants, they use several modalities (e.g., 
auditory, visual, tactile, and kinesthetic) and thus the infants are exposed to 
multimodal synchronized information. This mother-infant multimodal interaction 
(facial expressions, vocalizations, singing, touching, and body movements when 
mothers move their own as well as their infants’ bodies) provides a temporally 
coherent music experience to infants and seems to evoke positive emotional 
responses in them.12 The first sound-making experiences of infants result in 
meaningful repertoires of (proto-) musical actions that may be employed in a variety 
of contextually adaptive ways. The sensorimotor patterns are brought forth as infants 
explore and play with the sound properties of the environment they inhabit.13 
Music is an inherently multimodal multi-sensory phenomenon. Musicians use 
gestures to produce music sounds, to express their musical ideas, to draw attention 
to their feelings and so on.14 The body movements and gestures of a performer can 
communicate a range of meaningful information to the audience. The effect of visual 
kinetic cues may be somewhat stronger than that of auditory performance cues.15 
Moreover, musical stimuli are especially effective in stimulating visual imagery.16 
Nicholas Cook argues that music is an imagined form of human expression and the 
nature of this imagining is intrinsically multi-sensory. When describing their 
compositional practices, musicians often speak of not only ‘hearing’ music in their 
minds, but also of ‘seeing’ it and ‘feeling’ it in their bodies. Music performers often 
describe musical memory as a combination of mental and physical memory.17 
All in all, music acts and experiences include visual stimuli – particularly in live 
music performances – body movements and gestures (both performers’ and listeners’ 
bodies), language, in which cross-modal perception and emotions play a central role. 
In our time, in addition, the ways we experience music has drastically changed and 
 
12 Elena Longhi, “‘Songese’: Maternal structuring of musical interaction with infants,” Psychology of Music 
37, no. 2 (2009). 
13 Andrea Schiavio et al., “When the sound becomes the goal. 4E cognition and teleomusicality in early 
infancy,” Frontiers in Psychology 8 (2017): 1585. 
14 Bezemer and Kress, Multimodality, learning & communication. 
15 Jonna Vuoskoski et al., “Crossmodal interactions in the perception of expressivity in musical performance,” 
in Proceedings of 13th International Conference on Music Perception and Cognition, ed. Moo Kyoung Song 
(Seoul: Yonsei University, 2014). 
16 see Patrik Juslin and Daniel Västfjäll, “Emotional responses to music: The need to consider underlying 
mechanisms,” Behavioral and brain sciences 31, no. 5 (2008). 
17 Nicholas Cook, Music, imagination, and culture (Oxford: Clarendon Press, 1990). 
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become more multimodal due to the interactive digital environments we live, learn, 
and communicate in.  
 
Music Education and Multimodal Multi-sensory Approach 
 
Ideally, teaching is a case of multimodal communication. Teachers can use various 
communicative resources to build a multimodal learning environment. Their social-
musical-pedagogical relations are materialized in a range of modes.18 Speech, sounds, 
texts (writing, reading), images, postures, facial expressions, gaze, gestures, are 
examples of modes which can be used in classrooms. 
The verbocentric mono-modal literacy practices in mainstream schooling have been 
challenged by the New London Group. In particular, the group proposes a new type 
of pedagogy that will assist students to effectively use a range of modes of meaning-
making (visual, auditory, gestural, linguistic, and spatial), in order to successfully 
address the plurality of texts, practices, and social relations that are part of their 
lives.19 Teachers who engage their students in using various modes help them get a 
deeper understanding of what is being taught, and facilitate the establishment of 
associations between content topics. Such teaching is also conducive to easier 
retrieval, application and passing on of information. The students may gradually 
expand their own modes for making meaning and communicating.20  
In music teaching-learning, multimodality comes to the fore when students 
communicate their music experiences, feelings, and knowledge about music through 
various modes (facial expressions, gestures, dance, painting, writing, and so on). The 
theoretical frame of multimodality may help music teachers better understand music 
literacy practices. Without using a range of modes, music teaching would essentially 
leave students all alone in tackling with the demanding task of an in-depth 
understanding of what is going on in the music world. Particularly, in our 
technologically mediated era, we see students experiencing music multimodally 
through music videos, video games, TV series and advertising, digital media, mobile 
devices and so on. The multimodal interactive Web 2.0 technologies support 
multimodal text production and delivery (text, image, video, audio). In this new 
digital world, we witness the multi-sensory dimension in many procedures: touching 
(keyboard in computers), vision (screen), hearing (music, voices, sounds). These acts 
greatly increase the range and the interaction of senses.  
 
18 Bezemer and Kress, Multimodality, learning & communication. 
19 New London Group, “A pedagogy of multiliteracies: Designing social futures,” Harvard Educational 
Review, 66 (1996): 71. 
20 Bezemer and Kress, Multimodality, learning & communication. 
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Music teachers can also use multi-sensory modes of learning – aural, visual, tactile, 
and kinesthetic – in order to reinforce the understanding of abstract musical 
concepts. Multi-sensory music learning can find support in neurological, cognition 
and emotion, and neuroscientific studies which provide evidence that our brain 
elaborates the diverse sensory stimuli (acoustic, visual, tactile, olfactory and so on) in 
a simultaneous intermodal way. In other words, as the brain has the capacity to relate 
and evaluate this differentiated information in a synthesis,21 a multi-sensory 
approach may include, among others, modeling, verbal instruction, media, 
movement, and visual and tangible materials.22  
Musical pedagogical systems, such as Orff, Kodály, Dalcroze, and Suzuki commonly 
incorporate multiple modes of learning, focusing particularly on kinesthetic 
activities. Studies show that using multiple learning modalities (more than one mode 
of presentation) can result in more effective music learning.23 In particular, research 
findings indicate that movement and kinesthetic response to rhythm can increase the 
understanding of rhythm for all ages.24 However, questions of multimodality are 
rather new in the case of "Theory of Music" classrooms. Notably, no empirical or 
qualitative research exists in the area of implementing multimodal activities to teach 
music in conservatory settings.  
In short, we can conceive learning as fundamentally multimodal. Multimodal and 
multi-sensory music teaching-learning is a new methodological approach for "Theory 
of Music" courses, providing alternative ways for students to engage with music 
cognitively and emotionally. Whereas traditional notions of music theory focus 
primarily on reading and writing music, through standard notation and musical 
symbols, multimodal activities open spaces for new forms of music understanding 
and learning, through broader associations. Learning activities that involve the 
development and adaptation of sensorimotor patterns allow students to make sense 
of the theoretical concepts they deal with and can increase their motivation for 
learning.  
 
21 Henshaw, A tour of the senses. & Brynie, Brain sense.  
22 Marie McCarthy, Better Practice in Arts Education (Baltimore, MD: Maryland State Department of 
Education, 2007). 
23 McCarthy, Better Practice in Arts Education. & Brent Gault, “Music learning through all the channels: 
Combining aural, visual, and kinaesthetic strategies to develop musical understanding,” General Music Today 
19, no. 1 (2005): 8. & Michelle M Tomlinson, “Literacy and music in early childhood: Multimodal learning 
and design,” Sage Open 3, no. 3 (2013). 
24 Diane Cummings Persellin, “Responses to rhythm patterns when presented to children through auditory, 
visual, and kinaesthetic modalities.” Journal of Research in Music Education 40, no. 4 (1992). & Claire Wehr 
McCoy, “The effects of movement as a rehearsal technique on performance and attitude of high school choral 
ensemble members,” Contributions to Music Education, 16 (1989).  
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"Theory of Music" and current approaches in teaching 
 
The courses of "Theory of Music" consist a compulsory part of conservatories’ 
curricula, in almost every country. The music theory curricula are intended to help 
students build basic music knowledge and skills. They typically include topics such 
as music notation (music reading and writing), musical terminology, elements of 
music (melody, rhythm, meter, intervals, chords, harmony, tonality, and form,25 as 
well as expressive controls, solfège, rhythmic and melodic dictation, sight-reading 
etc.26 However, today scholars argue that the courses’ content must not be limited to 
the above music concepts and suggest the connection to the musical-social life of 
students.27 Moreover, there are scholars that highlight the difficulty of defining music 
theory. Rogers articulates that: 
Defining music theory is almost impossible. Every college theory teacher in the 
country has an opinion – or should have – about why it is taught or even what 
it is. These opinions often vary tremendously from school to school and 
sometimes from individual to individual within the same department.28 
 
Rogers concludes that the aim of music theory must be the development of musical 
perception and the conceptual connection of sounds.29 This way, the acquiring of the 
students’ musical skills can be achieved in combination with the development of 
their aesthetic criteria. Recently, "Theory of Music" is considered as a cognitive 
subject, which should be oriented toward musical expression and perception, leading 
to the student’s musicianship development,30 with the ultimate aim being for the 
students themselves to be able to form their own musical life and history.31 However, 
the traditional approach of music theory as a distinct course is restricted to the 
rendering and learning of concepts and terminology in a mechanistic way, with 
limited musical-educational methodologies. As a result, it is overloaded with rules 
that seem incongruous and meaningless to students, especially when separated from 
 
25 Claude Palisca and Ian Bent, “Theory, theorists.” Grove Music Online (London: Oxford University 
Press, 2001). 
26 Vicky Johnson, “The Relevance of Music Theory Concepts and Skills as Perceived by In-service Music 
Educators,” Visions of Research in Music Education 25 (2014). 
27 Yannis Mygdanis and May Kokkidou, “Music theory lessons in conservatory education: a first overview of 
the field and an assessment of the current reality,” Mousikopedagogika, 16 (2018): 32. 
28 Michael R. Rogers, Teaching approaches in music theory: An overview of pedagogical philosophies 
(Carbondale: Southern Illinois University Press, 2004), 3. 
29 Rogers, Teaching approaches in music theory. 
30 Anu Kuoppamäki, “A tool and the art of using it–Elementary music theory as a means for enabling musical 
participation,” Musiikkikasvatus: The Finnish Journal of Music Education, 13, no. 2 (2010): 18. 
31 Thomas A. Regelski, Music education for a changing society. 
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their practical application.32 This way, the very name of the course is reminiscent of 
the mere knowledge of music scales, key-signatures, roman numbers, and other 
musical terminology for musical processes.33 
As Dewey pointed out about a hundred years ago, without the realization of 
practical application, teaching-learning activities do not give any motivation to 
children.34 On the contrary, the process of resolving realistic situations makes the 
learning process more meaningful.35 Deeper understanding and acquisition of 
knowledge takes place when information is synthesized, and new ideas or concepts 
are assimilated in a way that permits a change in perception.36  
In the field of music theory, the way we teach often follows a traditional pedagogical 
approach, forming a distinction between theory and practice, often leading students 
to acquire theoretical knowledge that they find difficult to apply in their musical 
performance.37 On that, Wason claims that music theory teachers do not carry a lively 
‘language’ or contribute to its development as composers, as was the case in the past 
where music theory educators were composers and performers as well.38 As a result, 
the teaching-learning of "Theory of Music" is limited to ‘pencil and paper’, without 
the development of musical-pedagogical activities with practical application, as its 
meaning will be limited exclusively to these processes.39 Teaching-learning music 
theory is in dynamic correlation with its context as the meanings are redefined 
continuously according to social interaction.40 
In conclusion, "Theory of Music" as a music subject should provide students with 
various opportunities to link theory to practice, and emphasize meaningful activities 
and procedures which are aligned with the current social-musical environment,41 
with the ultimate aim of acquiring knowledge in depth. As knowledge has increased, 
music theory courses are expected to grow in order to encompass a more range of 
topics42 such as world music, popular music, and musical creativity (composing, 
 
32 Kuoppamäki, A tool and the art of using it. 
33 Rogers, Teaching approaches in music theory. 
34 John Dewey, Democracy and education: An introduction to the philosophy of education (New York, NY: 
Macmillan, 1923).  
35 Renate Nummela Caine and Geoffrey Caine, Making connections: Teaching and the human brain 
(Alexandria, VA: A.S.C.D.). 
36 Ibid. 
37 Johnson, The Relevance of Music Theory Concepts. 
38 Robert W. Wason, “Musica Practica: music theory as pedagogy.” in In The Cambridge history of western 
music theory (London: Cambridge University Press, 2002). 
39 Kuoppamäki, A tool and the art of using it. 
40 Mygdanis and Kokkidou, Music theory lessons in conservatory education, 46. 
41 Kuoppamäki, A tool and the art of using it. 
42 Johnson, The Relevance of Music Theory Concepts. 
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improvising, arranging, and producing music).43 Among the new challenges for 
music theory is to take into account the new digital and multimodal music 
literacies,44 to incorporate new musical-educational methodological tools such as 
cooperative and experiential learning,45 and to help students develop metacognition 
skills. Which content should be added, emphasized, deleted, or de-emphasized is a 
complex set of questions.46 
 
Music curriculum of "Theory of Music" courses in Greece 
 
The overall music curriculum followed by conservatories in Greece is in use since 
1957. It is based on the internal rules of Thessaloniki’s conservatory in 1942 and has 
been published on the Government Gazette as a Royal Decree (see fig. 1). It spans 
across 287 articles and is structured into 3 distinct categories: Institutions & 
Departments, Arrangements, and Program. 
 
Figure 1 












43 Mygdanis and Kokkidou, Music theory lessons in conservatory education, 34. 
44 May Kokkidou, “Music literacies in the echo of postmodernism: from ignorance to consciousness.” in Music 
Literacy: Formal & Informal Types of Music Teaching-Learning, ed. May Kokkidou & Zoe Dionyssiou 
(Thessaloniki: G.S.M.E, 2016). 
45 Mygdanis and Kokkidou, Music theory lessons in conservatory education, 35. 
46 Johnson, The Relevance of Music Theory Concepts. 
47 https://www.eetaa.gr/metaboles/fek/1957/fek_92a_1957.pdf (accessed 26.8.2020). 
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The "Theory of Music" curriculum is organized in 6 articles (271 to 276), and it is less 
than one page in length. The 3-year subject is compulsory for every student. It is 
divided into two sections: a) Theory of Music, which points out the main musical 
rules, elements, and terminology that students must be taught and b) Solfège, namely 
singing melodies in various clefs and melodic-acoustic dictation as well. Its structure 
is linear, leaving no space for returning to a specific unit. It is practically closed and 
does not permit any flexibility. There are no teaching-learning goals, assessment 
forms, proposed activities or other supplementary materials.  
In short, "Theory of Music" is a compulsory subject for all conservatories all over 
Greece. The present curriculum has remained unchanged for more than 60 years, and 
it only briefly outlines some guidelines regarding the organization of the content. 
Consequently, it is not aligned with current philosophical trends and methodological 
approaches in music education.  
 
Multimodal multi-sensory activities in "Theory of Music" courses in 
conservatories: pilot study 
 
The above literature review was the basis for the development of a pilot study in 
"Theory of Music" course in conservatory education. The present study suggests a 
new proposal for music theory classes based on multimodal multi-sensory approach 
(MMA) for music teaching-learning. The ultimate aim of the intervention was the 
exploration of the ways of integrating multimodal multi-sensory practices into the 
music classroom, as well as the evaluation of the pilot application in relation to the 
traditional teaching model.48 Traditional courses are defined as those that make little 
or no use of new methods, relying primarily on lectures, dictation, and solfège. 
For the purposes of the research, a set of music-pedagogical MMA activities were 
designed. Due to the vast content of the "Theory of Music" course, the development 
of the activities was focused on the domain of rhythm (graphic representations of 
rhythmic values, patterns, and measures; bodily experiences of rhythmic patterns 
etc.) as it is a part of the basic vocabulary of music both in theoretical and practical 
level (three representative activities are presented in the Appendix). The tangible 
materials used in the proposed activities include percussion non-pitched 
instruments, daily objects, cards, electronic equipment, and plasticine. The guiding 
principles for the intervention were: 
 
48 Yannis Mygdanis, “Theory of Music course: exploring the current reality and a musical-pedagogical 
pilot study with the methodological tools of interdisciplinarity and multisensory music teaching-
learning” (Unpublished Master Thesis, European University Cyprus, Nicosia, 2017). 
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- The stimuli from various senses are perceptively connected: some of the 
characteristics and elements of a sound may correspond to certain features of an 
image, an object, an odor, and so on. 
- In the multi-sensory approach, each sense gives a unique perspective, and their 
combination links effectively the kinetic, visual, aural, tactile, and emotive modes 
of experience, leads to deeper understanding and promotes experiential learning.  
- Multi-sensory activities can help students experience both the known and the 
unknown in multimodal ways. 
The study was conducted over a four-month period (from February to May 2017) in 
five classrooms in the Municipal Conservatory of Amaroussion in Athens, Greece (18 
music students from 1st, 2nd, and 3rd year of the Compulsory "Theory of Music" 
courses). The duration of each lesson was sixty minutes, as stipulated by the 
operation rules of the conservatory. At the end of each lesson, the teacher-researcher 
received feedback from students about the degree of difficulty and satisfaction of the 
activities, written down in field notes. Data were also collected through observation 
in terms of interest, attention, motivation, participation rate, student interaction, and 
creativity. The research question were as follows: Is MMA approach applicable and 
meaningful for students? Do they have a role in promoting student engagement? Do 
these practices lead to deeper understanding of music? Do they facilitate theoretical 
insights? 
According to the results of our study, students can benefit from receiving multimodal 
multi-sensory information and can develop a set of skills that enhance understanding 
of abstract concepts. In general, the implemented activities were found to have a 
positive impact on students’ learning, as well as on the level of their interest, 
participation, attention, concentration, and interaction with peers, with a more in-
depth understanding of musical concepts, elements, and terms. Students’ ability to 
express themselves accurately was increased, and they were found more prepared to 
overcome difficulties with understanding music theory. In conclusion, we state that 
MMA can be successfully applied to "Theory of Music" courses as it offers the pupils 
the opportunity to experience and gain multiple information in different situations. 
However, in some cases, there were problems associated with students’ insecurity 
and eagerness to ‘welcome’ the MMA activities. Despite the fact that new activities 
on average, appear to be more interesting than traditional courses, they were not 
equally exciting for all students. Their incorporation, especially in the first lessons, 
was not an easy task and encountered a certain degree of resistance. Students in the 
first-year class welcomed the new material with enthusiasm, whereas the reactions of 
older students were not analogous, as they demonstrated some degree of anxiety 
about the assessment of the activities. Particularly, high achievers were less 
motivated and rather stressed, constantly asking about the impact of these activities 
on their grades. They responded with a more “unsure-how-to-answer-questions” 
manner, and they were less active and open in teaching-learning situations. Those 
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students’ inconvenience can be explained in terms of their inability or unwillingness 
to step ‘outside the box’. In our view, the main reason for this is that students learn 
music in a system where the final product is the only thing to care about. Students 
are immersed in the conventional conservatory model and way of thinking. Thus, 
they may need more time and additional instruction in order to feel more 
comfortable and confused about the aim of these activities.49  
However, the final results were encouraging. Students learned musical concepts with 
several opportunities for individual expression. A central challenge at the moment is 




In this article, we made the argument that MMA can be considered a guiding 
framework and a new type of instruction which actively utilizes all the senses in 
"Theory of Music" courses. The results obtained from our research encourage the 
implementation of MMA musical activities in order to promote children’s knowledge 
of music theory. The combination of aural, visual, tactile, and bodily-kinesthetic 
modes were found to enhance the comprehension of abstract musical concepts and 
students’ music literacy skills. Thus, music educators may explore the richness of 
multimodal multi-sensory material to think creatively about what constitutes new 
possibilities for music teaching and learning. They should consider what it means to 
teach and learn music in a world where musical experiences become more and more 
multimodal and interactive. 
Importantly, we acknowledge that our study had a few limitations. Further research 
will hopefully indicate precisely the potential of multimodal multi-sensory activities 
to produce positive results. Special attention should be paid to the students’ 
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Appendix – Examples of MMA activities 
 
Let’s clay the rhythm! 
 
Music teacher asks children to recall simple rhythmic values (whole, half, and quarter) 
in musical notation. Then, children divided into groups of 3–5 children with the use 
of plasticine, create a sufficient number of the above musical symbols (8 quarters, 4 
halves, 1 whole) (fig. 2). The teacher performs on a percussion instrument simple 
rhythmic patterns in common-time signature, and children are asked to place the 
values in the right order. The team that creates the requested rhythm sequence first 
gains a point, and the winner is the team with the most points. Depending on the 
student’s level, additional criteria such as distinct colors for each value, pauses or 
more complex rhythmic values could be added.  
• Methodology: active music learning, learning through assessment, lecture, group 
cooperative teaching 
• Music goals: understanding basic rhythmic values & sequence, rhythmic notation, 
practical rhythm application, rhythmic solfège, active listening 
• Modes: tactile, visual, kinesthetic 
 
Figure 2 

















A student (driver) stands in the middle of the class and another student (navigator), 
holding a percussion instrument, performs four different rhythmic sequences, 
indicating four specific movements in space (front, back, right, left) (fig. 3). The 
navigator sets a secret goal and directs the driver, with rhythmic playing and 
alternating the patterns. No interruptions are permitted between the changes of the 
rhythmic patterns. The activity can also be performed in groups (drivers & navigators). 
The winner group is the one where the navigator will point the goal with fewer 
movements. Alternatively, flash cards may be used for indicating rhythm sequences.  
• Methodology: active music learning, role-playing, game 
• Music goals: experiential recognizing of rhythm sequences, rhythmic solfège, 
practical rhythm application, active listening 
• Modes: kinesthetic, aural, visual 
 
Figure 3 
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Which item could represent the rhythm?  
 
Music teacher performs a short rhythmic pattern on a percussion instrument and 
asks students to answer questions such as: “If rhythm was an object, what could it 
be?”, thinking of objects from their everyday life. Then, he presents graphic 
representations with objects, with distinct differences (mainly in size) and 
encourages students to find analogies related to the rhythm (fig. 4). Finally, he 
encourages students to make their own graphic representations based on the objects 
of their choice and perform them on a percussion instrument. 
• Methodology: active learning, brainstorming, experiential learning, problem-solving 
technique  
• Music goals: music notation, basic rhythmic values & sequences, comparative 
relation 
• Modes: aural, visual 
 
Figure 4 














Graphical representations with everyday items 
Furniture     
Spaghetti 
    
Technology 
    
Notation 
System     
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